For generations "mrs brown of Falkland" has been a household name in ballad studies. in the canon of traditional ballads in the english language, namely The English and Scottish Popular Ballads (1882-1898), her repertoire has been given pride of place and indeed, the editor Francis j. Child claims that "no scottish ballads are superior in kind to those recited [. . .] by mrs brown, of Falkland" (Child 1882-98, i.: vii-viii) . given her prime position in scotland's oral tradition, however, it is surprising that so little is known about her and the meaning she ascribes to her ballads. until Child "discovered" this star singer more than two generations after her death, her ballads were only known through the works of eighteenth and nineteenth century antiquarians and literary editors, namely robert jamieson and sir Walter scott.
on the occasion of the bicentenary of her death, we will now be revisiting mrs brown of Falkland and assess her achievements. since i have offered a comprehensive introduction to her life and songs as well as a critical evaluation of her ballads in light of today's thinking on orality and literacy in my recent publication of her ballads (rieuwerts, ed. 2011) , 1 i would now like to focus on the story behind the story and address the questions posed by the institute of ethnomusicology zrC sazu in ljubljana, namely "What to do with . . . folklore? What to do with . . . ballads?"
The ballad is one of the most versatile and ubiquitous genres. it takes the form of a dance or a song, a poem or an internet posting. it is a genre that takes its Gestalt from its life setting (Sitz im Leben), its book setting (Sitz im Buch) or, more recently, its appearance in the digital world (Sitz im Internet). While the ballad as poetry is often known only in one form as created by one author or composer, the ballad as song thrives on 1 all brown numbers in the text refer to the ballads in this edition.
variation. it is adopted and adapted, orally transmitted or revived from print; it is for one and for all and much more. in short, it is one of the most difficult genres to understand. to goethe, the ballad genre was the "primordial egg" (see braungart 1996), the beginning and essence of all other genres and as such, the ballad as a genre can best be described as dramatic, poetic and narrative voices in dialogue. The dominant voice is often determined by the nature of the story, the ability of the author/performer and the imagined audience/readership, the performance situation as well as its cultural setting (for a more detailed discussion see rieuwerts 2006) . all this must be borne in mind when studying traditional ballads on paper. it is certainly not doing justice to the genre when only one particular version of one specific ballad is studied in isolation or when the living context is not taken into account. after all, traditional ballads only come in the plural -if this is not or never was the case for one specific ballad, then we might not be talking about a traditional ballad (the poetry of the people) but of a literary ballad or street ballad (the poetry of art). traditional ballads are shaped and reshaped and it is essential to capture the dynamic nature of the genre, its multiplicity and continuous adaptations.
Thus, what are we to do with ballads and where shall we begin? in order to capture the multiplicity of the ballad genre i find three approaches especially beneficial: (1) the study of a particular ballad in all its forms; (2) the study of the songs and ballads of one particular region; and (3) the study of the song and ballad repertoire of one particular singer. in the remainder of this paper -and as a homage to mrs brown of Falkland on the occasion of the bicentenary of her death in 1810 -i would like to adopt the third approach and, by drawing on my recent work on the publication of her ballads, discuss one of the oldest and most important repertoires of english and scottish traditional ballads, namely that of anna gordon, mrs brown of Falkland (1747 Falkland ( -1810 .
although mrs brown spent much of her married life at the old palace of Falkland (thus the name: mrs brown of Falkland), she was born on 24 august 1747 in old aberdeen. her name appears as anne [anna] gordon, daughter of Thomas gordon and lillias Forbes in the church records of old machar. her father was a professor at the university and thus she grew up in comfortable circumstances, surrounded by educated men. at the age of forty-one she married andrew brown, a minister at Falkland, and moved to Fife. after her husband's death in 1805, she returned to old aberdeen where she died on 11 july 1810. all this information can easily be obtained from the official records. but these facts are just the bare bones and it is far more difficult to visualize mrs brown as a living person. What for example was her life like before she moved to Falkland? how well was she educated? What was her social role and her self-esteem as an eighteenth-century woman like? What was the socio-cultural setting of her ballads? These are questions more difficult to answer for where do we turn for information? only occasionally can we catch glimpses through letters from or about her or her family and friends. one such letter is from her father Thomas gordon to 2011, 27 ) This short bit of information given by her father is invaluable for ballad scholars. We not only learn about mrs brown and her place in tradition (she has an excellent memory and remembers almost all the ballads her aunt knew), but also about the making of her ballad manuscript containing both words and music (known as brown b). on behalf of his friend William tytler, Thomas gordon had instructed his daughter to sing them and his grandson to write them down. This was their second attempt, an earlier manuscript contained more texts but no music. This earlier manuscript is no longer extent but a "faithful transcript" of it was made by robert jamieson -this is known as brown a. just as the two recordings of mrs brown's ballads, brown b and the now lost original source of brown a, were done at the request of the tytler family, a third manuscript (brown C) was also created for them: asked for more ballads by alexander Fraser tytler, mrs brown wrote down nine ballads with airs for alexander Fraser tytler. The music, however, is no longer to be found. apart from these song and ballad manuscripts, a few of her ballads can be found in letters to robert jamieson or in his publication The Popular Ballads (1806) .
jamieson was fortunate enough to meet mrs brown and record from her own singing. We, however, have no direct access to her ballad performances -the ballads that appear on paper in the brown manuscripts are mediated. They might be faithful recordings by jamieson and others, yet they can no longer claim to be the living thing, despite the fact that music is set alongside the words in brown b and C (now lost). The ballads do not tell their own story -we are not told who sang them (besides mrs brown) in what way and on what occasion. The young tytler must have been just as curious as we are and thus Thomas gordon goes to great lengths to explain in explaining the sources and the cultural setting of those ballads that had lost their immediate living context by being put on paper. The source of mrs brown's ballads, he claims, is his sister-in-law who in turn had them from "the nurses & old women" in one of the most romantic areas in the scottish highlands:
An 2011, 27) it is important to note that professor gordon suggests the importance of place. his wife's sister, he explains, was only a temporary resident in this remote part of upper deeside. Therefore the songs she had learned from the local women were not originally part of her world nor of his when she moved to aberdeen. images of the wild strains of the noble savage come to mind, of pre-civilized forms of poetic expression. to educated men like him and his friend tytler it was like discovering the music of an unknown tribe in a foreign country.
Both 2011, 27 ) There might have been another reason as to why these "peculiar" ballads sounded so unfamiliar. The world of eighteenth-century scotland was clearly divided along gender lines. only the men were surprised, not however the women living under the same roof. indeed, it is remarkable that only women are credited with the transmission of these ballads. "i learned them all when a child by hearing them sung by the lady you mentioned (mrs Farquharson), by my own mother, and an old maid servant that had been long in the family" mrs brown explains to tytler (rieuwerts 2011, 85) . gender obviously plays a major role in oral tradition and Frances james Child, the man who edited The English and Scottish Popular Ballads readily acknowledged that "women . . . have been the chief preservers of ballad-poetry" (Child 1873; see also rieuwerts 2002).
although we are told that these "tales of chivalry & love" were sung by the nurses and old women in a remote place in the scottish highlands, we do not learn anything about the ballads' socio-cultural setting, i.e. their Sitz im Leben. Were they sung "among flocks & herds" or around the fire or indeed, to amuse the children just as mrs Farquherson performed them for her nieces as "high entertainment to their young imaginations." if some Märchen of the grimm brothers cannot really be deemed suitable for a very young audience, certainly the ballads mrs brown heard from her aunt are even less so. Those were "stories of family opposition, stories of the other love and stories of murder and revenge" (buchan 1972: 84) , full of violence and the supernatural. moreover, the longer ballads have more than 50 verses with often "three emotionally interacting characters" with a number of "narrative agents" (like page-boys or birds) -in short, they would be taxing a young audiences' interest and understanding to the extreme. Therefore, it is more than likely that one and the same ballad appeared in one Gestalt "among flocks & herds" in a country setting and in a different gestalt in anna gordon's nursery in the city of old aberdeen. There is no way of knowing, however, for no other records of those singers are extant. even mrs brown is not sure what the "correct" version of her ballads would look like: "i do not pretend to say that these ballads are Correct in any way as they are written down entirely from recollection; for i never saw one of them in print or manuscript" (rieuwerts 2011, 61). This is not surprising since a ballad in living tradition has no "correct" form -it follows the "inexorable law of perpetual mutation" (motherwell x). if the story is to be transmitted "correctly" over time and space, the Gestalt of a text cannot remain the same -not least because its socio-cultural setting is unlikely to remain the same. a ballad in living tradition will be adapted to meet new aesthetic and pragmatic demands and address differing cultural concerns. Thus, there is no single "correct" version and just as multiplicity is at the very heart of a modern concept of culture, variation is also the hall-mark of traditional narratives (see rieuwerts 2007) .
When mrs brown worries about her ballads not being "correct", she is worried about her memory failing her for she states that she had learned all her ballads before she was twelve years old (jamieson 1806, i.: ix). obviously she saw herself as being the repository of a long-lost tradition -as the guardian of her aunt's ballads, not as a ballad singer in her own right. and yet, this is exactly what she was: one of the most important tradition bearers in scotland. since her ballads came to be recorded several times, a number of ballads exist in more than one version. brown 12 (Child 76: "lass of roch royal") is a good example: in brown a the ballad is called "Fair anny" and in brown C "love gregor". The two ballad versions differ considerably and an "incorrect" recollection cannot possibly be the cause for the differences (for a detailed discussion see bronson 1969; buchan 1972; Fowler 1958; pettitt 1984) . here is the ending of mrs brown's two versions for comparison (rieuwerts 2011, 164-167) . in the story, lord gregor has just learned that his lover Fair annie tried to see him but was turned away: 32. o he has mourn'd oer fair anny till the sun was gaing down Then wi a sigh his heart it brast an his soul to heaven has flow'n 28. o! wae betide my cruel mother and an ill dead may she die For she turn'd my true love frae my door When she came sae far to me in comparing the two endings we can discover a number of similarities and differences. verse 25 of brown a and verse 21 of brown b share the same semantic Gestalt despite the text being very different on the surface level. The following two verses of each version (26/27 and 22/23) appear to share more features of a textual Gestalt yet their orders are reversed; thus verse 27 of brown a corresponds to 22 in brown C. apart from two verses (31 in brown a and 27 in brown C) the emphasis and the motivation of the concluding stanzas differ considerably. in brown a, the lover's efforts to save Fair annie and his young son by plunging "i the sea sae wide", come to nothing and she reaches the land "cauld & stiff." mourning her, he dies of a broken heart and "his soul to heaven has flow'n". how different is the ending in the brown C version, recorded about 17 years later! love gregor is set to revenge the death of Fair annie by killing his "cruel mother" who had sent his "true love" away. While brown a concludes the story in a melo dramatic way with both lovers dead, the later version leaves love gregor alive to revenge the death of Fair annie. real and virtual spaCes oF Folklore studies / realni in virtualni prostori Folkloristike both endings of the story about Fair annie and love gregor are cast in the traditional ballad mode and it is likely that mrs brown knew a number of versions and collated them -thus arriving at two different versions. given the melodramatic ending of the earlier version and its better suitability to a young audience, i would like to suggest that this is closer to the ballad she originally heard than the later one. The brown a version is very much more in line with her repertoire as a whole, as Thomas pettitt observes:
With (pettitt 1984: 17) The romantic and frequently sentimental type of a ballad was less favoured by men like Walter scott. keen on historical ballads, he did not really take to mrs brown's romantic ballads. and when he did eventually publish some of her ballads in the second volume of The Minstrelsy of the Scottish Border in 1802, he was entertaining doubts about the genuineness of her ballads (see his introduction to "Fause Foodrage"). mrs brown would have been accused of "modern manufacture" if it had not been for the "evidence of a lady of high rank" to the contrary (see motherwell 1827, 2: 279) . The irony is that scott himself admitted to modern manufacturing. The story of lord gregor and Fair annie that he proudly presented as being "now first published in a perfect state" in his Minstrelsy under the title "The lass of lochroyan" was in fact made up of five copies, one of which was brown C! being steeped in a ballad tradition that was mainly preserved by women, mrs brown did not fare well with her male mediators and editors. none of them respected her wish for anonymity or valued her style of narration. only jamieson made a point of visiting her; he certainly cared for the stories behind her ballad stories but regrettably very little of that information found its way into his Popular Ballads or is preserved in his letters.
even less so does mrs brown give information about the living context of her ballad repertoire. since no source texts of her ballads are extant, it is difficult to ascertain her own contributions in the transmission of a single ballad or the meaning she ascribes to it. occasionally does she suggest an interpretation: for example in brown C, the only manuscript written in her own hand, we find the following note at the beginning of brown 22 "Thomas rymer, & Queen of elfland" (see illustration):
The 
